tributed to Capriolo confirm that the State Hermitage picture is of a different cut, much above their standards. Nothing changes if -in quest for acceptable stylistic comparisons -we turn to the wider and much safer corpus of Capriolo's religious pictures. Their style is fairly consistent, but lacks originality and shows some peculiar ineptitude in composition, especially when it comes to staging archaeological remnants 5 . Mediocrity is Capriolo's hallmark 6 . Mediocrity is nowhere evident in the State Hermitage portrait, to the point that it was repeatedly copied in Northern Italy throughout the 16 th century, by more or less careful and gifted anonymous painters 7 . What struck them most was probably the elegance and originality of its invention and composition, regardless of which attribution it bore at their time.
The somewhat defiant stance of its smart sitter, standing in profile, thrusting his left arm across the window or balcony sill in the foreground and turning his face to confront the beholder (whether it was an entirely new idea or a brilliant reinvention after some lost Giorgionesque model), was to strike and inspire painters like Raphael, Palma, and the young Titian who immediately took it up and reworked it in various ways 8 . Thanks to them, it came down to other great artists of the following century such as Rembrandt and Le Brun who adopted it for their own self-portraits 9 . Indeed, this portrait has been occasionally mistaken for a self-portrait of its unlikely author, Domenico Capriolo [31, p. 118; 77, XVI, p. 281].
His name was first suggested by Harck in 1896 [31, p. 118] , as the obvious solution for the riddle posed by a bronze medal painted as if encrusted into the sill and reading: "MDXII -DOMINICUS -A[nno] XXV" around the figure of a sitting roebuck ("capriolo" in Italian) 10 . This roebuck is fairly similar to the one painted a few decades earlier by Jacometto at the back of his portrait of the Venetian nobleman Alvise Contarini (1443-1523: [ See especially the allegorical picture sold at Sotheby's on July 11 th , 1979, lot n. 14 as Domenico Capriolo (subsequently attributed alternatively to Domenico Campagnola, Vincenzo Catena and, preposterously enough, even Lorenzo Lotto). 6 He is numbered "fra i più deboli rappresentanti dell'arte cinquecentesca in Treviso", which is quite provincial and marginal in its own right [89, IX/3, p. 545]. 7 Lists of copies in [87, XXIII, p. 604; 36, 31, p. 119] . Of some interest is the unfaithful copy portraying Domenico de' Medici, painted and signed by "Antonio da Correggio" (aka Antonio Bernieri) and dated 1587, in the deposits of the Pinacoteca Malaspina, Pavia, unrecorded in [62; 93] , but illustrated in the Museum files (inv. P 126) and in earlier, complete manuscript catalogues written in 1832 and 1900. (A visual reconstruction of the display of the Malaspina pictures in 1843 shows the portrait in a prominent position at eye level [62, p. 15] ). 8 The relationship between the invention of this picture and Titian's portrait of a man in blue (aka L'Aretino) in the National Gallery, London is reversed by Charles Hope [75, p. 280, n. A 34], but see Gilbert [38, p. 205 , n. 88] on a similar case: "It is natural to think Savoldo followed Titian, and he may well have done, but there is a good deal to be said for the converse view". Similar stances can be found in Palma's portraits [83, p. 116 The sitter is proud of his elegant attire, of his learning (shown by the bound booklet in his hands, possibly a collection of handwritten poems) and of his means (witnessed by his setting, within a palace boasting an arcade designed according to the updated principles of Renaissance architecture and hosting the statue of a headless and armless Venus pudica placed in a niche behind the sitter, possibly the most important item in his collection) 12 61-62; 26, p. 194 ]. Yet, the lake behind the young man in the Philadelphia picture is easily identifiable as the Lake of Iseo, near Brescia, because of the peculiar shape of its shores, its surrounding mountains, and the small island featuring on a side (Montisola). Judging from the viewpoint taken, the young man is standing in Capriolo, a small village to the south of the lake, the original imperial fiefdom of the noble Brescian family of the same name (Capriolo or Caprioli), where they possessed an unadorned castle looking onto the now closed parish church of saints Gervasius and Protasius, rebuilt in the 19 th century [30, Gold yellow and dark red are the dominant colours of the clothes worn by both the State Hermitage gentleman and his American counterpart or relative, while light blue is the colour of the decoration of the bonnet and of the binding of the book in the State Hermitage portrait. They all happen to be part of their family livery and are among the noblest colours in the heraldic ranking 16 .
The 16 The 1662 Muselli inventory [15, pp. 175-192, esp. 190] indicates it is a livery: "Un ritratto di Giorgione con un berettino bizzarro vestito a divisa di veluto e broccato, con un ferraiolo foderato di pelli di volpe con architettura et una statua di marmo senza testa, con tutte due le mani tiene un libro: è maggiore del naturale et è il più bel quadro che si sappi di Giorgione" (italics mine). As for the ranking and meaning of red and yellow in Italian coats-of-arms, see contemporary handbooks such as [53, pp. 17-25, 47-51, 57-58] and [79, fols. 5r-6r, 7r/v, 11v-13r, 17r-18v, 24r/v, 27r/v and passim]. Incidentally, these are the same colours of the Bentivoglios in Bologna, even if the Philadelphia picture has been wrongly connected with the Pepolis (also from Bologna, not Verona) [48, pp. 13-14, n . 268], whose colours are black and white in a chequered pattern. On contemporary dress code in Brescia, see [13] , where the present picture is also illustrated. 17 See also www.enciclopediabresciana.it/enciclopedia/index.php?title=CAPRIOLI.nobili (accessed 1 January 2017). 22 . After the sack, everybody (especially people with means) left the city and fled to the countryside or the hills, wherever they had possessions, in order to survive the plague raging in the city, whose streets and churches were strayed with unburied corpses. Meanwhile, Gaston the Foix and his troops also left the Brescian territory, heading to the south-east. A couple of months later, in April, Gaston de Foix was seriously wounded during the battle of Ravenna and died a few days later.
Thus, the portrait of this twenty-five year-old Brescian aristocrat named Domenico Capriolo (or Caprioli) was painted in the spring of 1512 23 , in the aftermath of the sack of his city and possibly of the French general's death. The fur-lined coat haphazardly hanging from his right shoulder and the bright green grass in the countryside indicate that the long, dire winter is finally over. In this context, his defiant stance acquires its full meaning. A lucky survivor, he is making a point: he is not just a survivor, he stands unbent, his means and his collections are virtually unscathed, and he can look forward to a brighter future. As for his totemic symbol in the bronze medal, the roebuck quietly lying down rather than being rampant, it might be no coincidence if it looks like Alvise Contarini's personal emblem. Some Contarinis from Venice held offices in Brescia. In particular, Domenico Contarini had been the captain of Brescia at 20 On Brescian collections of antiquities and antiquarian studies, see also [1; 29, The Capriolo family tree partly drawn in [78] has several incomplete branches, especially in the 15 th and early 16 th century. Suffice it to say that there is no mention of Elia's offspring, that his cousin Luigi's is deemed incomplete and includes only a son and a daughter and that we cannot be sure if the lists of the children of Luigi's brothers Bartolomeo, Antonio and Francesco are complete. It is worth checking in Brescia, in the papers of the Capriolo family archive, to which [78] A model for architects in the age of Eclecticism [69, pl. V], it still shows 14 th century features, but it does not include any arcade resembling the one in the picture, showing Corinthian capitols reminiscent of the ancient ones from the Roman Theatre in Brescia, at the time part of the Maggi family palace (later to house the Gambaras) [11] . Although the Capriolo palace looked onto the adjoining church and convent of Santa Maria delle Grazie, which was part of the same block and has undergone several changes over the centuries [52, pp. 384-405] , the suburban setting of the view in the portrait may indicate that it is set inside the namesake fortress of Capriolo, imaginatively refurbished for the occasion and looking onto the aforesaid church of Saints Gervasius and Protasius.
As for the Venus pudica depicted therein, it is hard to identify it. It is neither mentioned nor reproduced in Rossi's account of Brescian antiquities [72; 74] , which must mean that a century later it was long gone and forgotten. It looks fairly close to the one allegedly unearthed in Rome, now universally known as Medici Venus in the Uffizi. Pierre Jacques' drawing after it, dated 1576, shows what it looked like before undergoing thorough restoration, but after her originally severed head had already been put back into place [68, p. 124 Officially named Andrea di Giovanni Antonio Piccinelli, he worked as a painter in both Siena and Florence, but he had been born in Brescia from Brescian parents in 1487 -hence, his nickname, Brescianino. He happened to be the very same age as the sitter of the State Hermitage portrait, and his first training as an artist must have taken place in his native city 26 . 24 The same may apply to the harts marking the Civran and Contarini estate properties in Venice: https://venicewiki.org/wiki/scultura-esterna (Jan. 2017) (especially the slabs marked CN12 and CN114, DD338, CS224(l) and 278). Like many Brescian expats, he may have gone back to Brescia shortly after the sack, to check on his family and/or possessions: he may have seen the statue on that occasion, or he may have had youthful memories of it, or he may have acquired drawings after it from fellow Brescians in Central Italy like, say, Giovanni Antonio da Brescia [23, LVI, pp. 281-285] who made a living by copying ancient statues as soon as they were unearthed in Rome, be they the Laocoon or the Mazarin Venus 27 . Hosts of great artists throughout Italy, from Benozzo Gozzoli, to Raphael and Michelangelo would also copy such antiquities 28 .
Still, this tells us nothing about the author of the Capriolo portrait. There is no question that he is a good, even a great artist. Brescia has a long-standing tradition of competent and even excellent native portrait painters, from Romanino to Moretto. Other Lombard painters, like Altobello Melone, also portrayed Brescian nobility, and so did several Venetian painters, including Bartolomeo Veneto [57] , although none of them was probably back to Brescia until 1516, when the city was finally reunited to the Venetian Republic. There is one great Brescian painter of whom we know nothing between December, 1508 (when he registered as a master in the painter's guild in Florence) [ [61] . 30 In fact we also know that she was a widow with two children, probably from Tiel (a village not far from where Bosch was born and lived, today known as Bois-le-Duc or s' Hertogenbosch) [ 31 , this portrait may well be the earliest known work of a great painter who was later to assume a better defined, stronger personality. Of course, this is no debut, but it may become the starting point to reconstruct Savoldo's oeuvre in his early years on a different, possibly firmer ground 32 .
Also the Capriolos had close family ties with the Flanders, centuries before some served with Alessandro Farnese in the war waged by Spain in the 16 th century [73, pp. 225, 443]. 31 The imposing proportions of the sitter in relation to his [architectural] setting do not depend on ineptitude in perspective [31, p. 119] , as they are a deliberate rhetorical device, an emphatic trait dear to "early" Savoldo (among others), as already remarked in [12, p. 1018] . Indeed, this can be observed in the Washington Elijah, the Venice Hermits and his several Magdalens, of course, but also in the Louvre so-called Gaston de Foix, in the New York St. Matthew, and in many of his portraits and genre pieces, e.g. [32, pp. 30-32, Longhi's haphazard reconstruction of Savoldo's "Lombard" beginnings, vehemently upheld by his immediate followers [10] , is no longer given full credit by his later heirs, nor by the scholarly community at large: e.g. [32, p. 7; 33; 58, pp. 26, 28-29, 32; 60, pp. 38, 52, 87-91] . As Gilbert puts it, "sono destinati a fallire i tentativi dei critici che cercano il Savoldo giovane partendo dalla sua maturità per scoprirne, sulla scorta delle opere ad essa pertinenti, le manifestazioni giovanili, come hanno fatto tutti, dal Longhi al Suida […] . Il giovane Savoldo, sembra, era un altro. Non è un caso isolato, perché ha un parallelo interessantissimo nel primo Tiziano" (italics mine) [39, p. 47] .
